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VIOLIN COMPOSITION 601 
Romance 
SVENDSEN 
The word, Romance, as used to designate a form of expression, was first applied to literature 
written in the Romance langu~es (those which sprang from the Latin). Later, its application to lit-
erature was narrowed to prose stories of the deeds of knights. Still later, it was applied either to 
prose or to poetry having a theme based upon adventure or upon love. 
In music, a Romance is a composition which follows no set pattern, but which gives free ex-
pression to emotions which might be associated with adventure or with love. It is romantic in that 
it is "music of the heart". 
This Composition not only stirs our emotions, but also commands our admiration when we ex-
amine its structure closely to see something of the craftsmanship of the composer. 
Make a silent reading of this piece to see how many times you can find the poignant motive which 
appears in measures 21 and 22: .r----- rt r ,.I r r f F! U £ 
Sometimes you will find it in its original form, sometimes slightly altered, sometimes freely adapted, 
and again merely suggested. Observe, for example, how this motive is suggested in the closing measures, 
171 to 179. 
Without looking for these repetitions, you would hardly be fully conscious of them in playing or 
in listening to this Composition. The reiteration of the principal motive seems to be not only a de-
vice in the hands of the composer, but also an inevitable result of his search for means of sel!expression. 
After you have spent a few practice sessions gaining some mastery of the notes, 1urn your thought 
toward form, color and contrast. Play the first section (measures 20 to 44) in moderate tempo, 
a:rid with.simplicity of style-do not exaggerate your accentuation or distort your time values. · 
The second section (measures 45 to 128) should be played nearly twice as fast as the first, aside 
from temporary exceptions noted in the text. Use a rapid, intense vibrato in measures 45 to 62, 
and a section of the bow well toward the tip. The high point of passionate eloquence is reached in 
measures 77 to 92. Reserve for this climax a higher level of tonal intensity than any previously: used. 
'i1he concluding section, beginning with measure 129, should be played in the same style and 
tempo as the first section. 
Johan Svendsen (1840-1911), . was a Norwegian violinist, conductor and composer. He received 
his musical education at Leipzig Conservatory, and spent his career chiefly in Leipzig, Chistiania, 
and Copenhagen. In the latter city, he was Court conductor, and conductor of the Royal Theater. 
This Romance (originally written for violin and orchestra) is now his most widely played com-
position, but he also wrote numerous string quartets and quintets, and large works for orchestra~ 
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VIOLIN COMPOSITION 610 
Second Sonata 
BACH 
Today, we think of a sonata a s a cyclical composition, th e first movement of which 
usually follows a traditional pattern in the presentation and development of a main theme 
and a second theme. (See Lessons 69 and 71, FORM AND ANALYSIS.) 
In the time of Bach, however, the word "sonat~' (derived from the Latin sonare, mean-
ing "to sound") was lc.osely used to designate a piece to be sounded (instrumentally), as dif-
fering from a cantata, a piece to be sung. 
This Composition is the second of six Sonatas composed by Bach for unaccompanied 
violin. The second, fourth, and sixth Sonatas are also entitled Partitas, because they con-
sist of suites of ancient dance forms. (See Lessons 58 and 75, FORM AND ANALYSIS.) 
Here we hl;lve an Allemande (quadruple measure, moderately rapid tempo, cheerful mood); 
a Courante (triple measu'.re, light and playful in character); a S a rabande(triple measure, stately 
and serious); and, finally, a Bourree (duple measure, rapid tempo). 
The term, Donble, as it appears in this Sonata, is simply an old designation for what 
we now call a Variation. (See Lesson 53, FORM AND ANALYSIS.) ·Each d a nce fo r m in 
this Sonata has its Diouble, or Variation. 
Think well upon this question: Is your ar.tistic responsibility greater when you have . 
no accompaniment than when you do· have one? Assuredly not; you must a lways olrs erve 
the same high standard, never feeling that you dare give less because you have an accom-
paniment to add interest and color to an interpretation. The mastery of an unaccompa nied 
work is specially helpful, however, in bringing to one a full realization of the meaning of 
artistic responsibility. 
The power of any musical performance rests in its ability to arouse the imagination of 
the listener, and to excite his artistic sensibilities . Masses of tone are highly pleasurabl e, 
but the evolutions of a single melodic line may carry an appeal equally potent~ particular ly 
to the listener with refined taste. 
Take care to avoid monotony in your playing of the various movements of this Sonata. 
The movements will naturally contrast effectiv~ly with one another, if you follow the indi-
cations given above as to their tempo and character. Within each movement, you can gain 
variety most eas ily by observing meticulously the bowing and dynamic markings. 
Keep the movement of beats steady. These are dance forms, and the rhythmic element 
is outstanding. You will have little use for the tempo rubq,to in this Sonata, and no use for 
the vibrato . 
Isolate for special practice the chords and double stops, applying as needed the proced-
ure of tempering your intonation. (See Lesson 121, TECHNIC.) The manner of performance 
indicated for the first chord in the first movement may be used throughout. 
For biogr aphical notes concerning Johann Sebastian Bach, see Lesson 72, HISTORY. 
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The lyric nature of this Composition suggests that Wieniawski may have based it upon some 
literary parallel which he has not revealed to us. 
With its many melodic beauties, the music is more than sufficient unto itself; but an effort . 
on our part to relate it to a poetic concept may help us in giving it a coherent and eloquent inter-
pretation. Therefore, let us relate it to the legend of Edric the Wild, from the twelfth century 
writings of Walter Map, which this music might very well be said to portray. 
Edric the Wild, returning late from the hunt one night, became lost ih the forest, and wan-
dered for hours in the darkness. So much of the story we might imagine as being told to us in 
measures 8 to 67. Play this part with a firm, singing tone (see Lesson 19, TECHNIC), simplicity 
of style, and in moderate .tempo. 
Finally Edric came upon a lighted house, in which was a large gathering of noble ladies. \Veil 
did he realize that these might be supernatural beings, yet one he chose to be his bride. The lady 
was well content to wed him, but gave him this warning, "Our happiness will end if ever you 
mention to me my sisters, from whom you took me away". Measures 68 to 141 might tell us 
this part of the story, and affirm that the pair lived happily together for many years. In keep-
ing with this joyous mood, your tempo in this section of the Composition should be increased to 
allegro. Refer to Lesson 2.7, TECHNIC, for instruction which will help you to master the chords . 
and double stops. 
On a certain evening, whenEdric came home from the hunt, his wife was nowhere to be seen. 
He called her name repeatedly, and at length she appeared. Angrily he said to her, "Where have 
you been? Did your sisters detain you?" At the word "sisters," she vanished, and nevermore re-
appeared. 
The glissando in measure 142 might suggest her disappearance, and measures 145 to 148 . 
might be said to tell us of the consternation and grief with which Edric was stricken. A repetition 
of the melody of the first part (with the mute) provides a retrospect of his wanderings in the for- . 
est, on the night when first he found her. 
This Composition is an example of the three-part song fdrm explained in Lesson 33, FORM . 
AND ANALYSIS. The first part extends 'from measure 8 to measure 67, and the contrasting 
second part, from measure 68 to measure 144. Measures 145 to 154 form a link to the third 
part, which, . beginning at measure 155, is a shortened repetition of the first part. 
Henri Wieniawski was born in Lublin, Poland, . in 1835, and .. died in Moscow, in 1880. He 
won early fame as a child prodigy, and was throughout his life a concert violinist of interna-
tional renown, known especially for his easy conqu~st of technical difficulties, his fiery.temper-
ament, and his beautiful tone . Many of his compositions have become standar d items of violin 
repertoire. 
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VIOLIN COMPOSITION 660 
Sonata, Op. 24 
BEETHOVEN 
For Violin and Piano 
This Composition is sometimes called the "Springtime Sonata". Although it is absolute music, 
rather than program music (see Lesson 146, APPRECIATION OF MUSIC), it is highly poetic, and 
it does inspire the joyousness which we all feel in the springtime. 
Review Lesson 69, FORM AND ANALYSIS, on the sonata form, and at the outset of your study 
of this Composition, familiarize yourself with . its structural outline. Let your first impression of the 
first movement be derived from a thoughtful and observant playing of just these sections: 
Measures 1 to 10- the main theme, in the tonic key, F major. 
Third beat of measure 38, up to and including the first beat of measure 54- the 
second theme, stated in C major, the dominant. 
Measures 135 to 142- a modified repetition of the main theme. 
Measures 163 to 179- a repetition of the second theme, this time principally in the 
tonic key, F major. 
With this thematic material well in mind, you will see more clearly the imitations and elabora-
tions which spring from these themes. You will also sense more readily the relation of the pia no 
part to your part; and this is important, for in a sonata for violin and piano, the piano does much 
more than provide an accompaniment-it has its full share in the total presentation. 
Observe, for example, that when you finish the main theme in measure 10 of the first movement, 
the piano part promptly takes it up, and through thirteen measures you will be occupied with musical 
discourse made up of broken chords which form a contrapunta l foil to the principal melody in the piano part. 
Again, in measure 54, when the violin part finishes the announcement of the second theme, the 
piano part begins immediately upon a repetition of it , while the violin part lapses into second place. 
In the second, third, and fourth movements, the piano part gives forth the theme and the violin part 
follows with a re-statement of it. The Adagio and Scherzo are brief and structurally "transparent". 
Refer to Lesson 128, APPRECIATION OF MUSIC, for an analysis of the merry Rondo which brings 
the Sonata to a conclusion. 
The mood of the Adagio movement should merely be pensive and reflective-not tragic. Be care-
ful not to give your interpretation an overload of emotional intensity. In playing the longer tones, you 
will have opportunity to make effective use of the vibrato. (See Lessons 67 and 70, TECHNIC .) 
The first, third, and fourth movements are lyric in character, rather than dramatic. So do not be 
"heavy-handed" in your performance of them, but try instead to give them a light, lilting style. Upon 
tudying the dynamic markings, you will see that the composer rarely requests you to play loudly, and 
that a great deal of the entire Sonata is marked to be played softly. 
Study the bowing indications carefully, and put them into effect so tha t your articulation will be 
delicate but distinct. You will see that in measure 1 of the first movement, and at many other points, 
you must take care with the distribution of the length of your s troke. In measure 9 of the first move-
ment, and in many similar places, make the staccato notes stand daintily apart from the slurred notes, 
and give the first of each pair of slurred notes a slight accent. (See Lesson 44, TECHNIC.) 
For biographical notes concerning Ludwig van Beethoven, see Lesson 78, HISTORY. 
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